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PAU DE AURORA
J.L. França Junior (UFSC)
“Whether erect or still, the penis can always be a marvel, a 
wonder, a magic wand.”
— bell hooks, Penis Passion
RESUMO: 
Os papéis de gênero tradicionais têm sido revertidos. A ascensão de padrões 
de beleza masculinos está em andamento. As atitudes de homens e mulheres 
em relação à beleza masculina mudaram, portanto. As mulheres sentem-se 
cada vez mais confortáveis para expressar seus desejos (estéticos) em olhar 
os homens. Uma análise atenta e crítica de uma vasta gama de produções 
literárias revela muitos exemplos de homens poetas e romancistas retratando 
os corpos femininos como objetos de desejo. Em Pau de Aurora, no entanto, a 
poeta Elisa Lucinda traça um contra discurso que busca recuperar seu direito 
de exercer poderes poéticos de objetificação sexual, normalmente encontrado 
em escritores. O objetivo do eu-lírico da poeta é acumular o maior número de 
homens objetificados e desejados que ela observa em uma praia. Inspirada em 
uma abordagem de liberação sexual onde muitas mulheres assumem novos 
papéis e começam a ver os homens como objetos sexuais, e usando uma escrita 
matizada por sentidos duplos, jogos fonéticos e de palavras, fluxo de alusões, 
imagens atrevidas etc., Lucinda incorpora uma persona que se mostra mesmo 
a fim de objetificar corpos masculinos, com todo o prazer em observar seus 
pênis e virilidade. Ela sugere poeticamente que os efeitos físicos e psicológicos 
da objetivação e luxúria são os mesmos para homens e mulheres, mas não 
necessariamente negativos. Às vezes, é como se a poeta estivesse tentando 
trocar a ideia antiquada de inveja do pênis pela de “paixão pelo pênis”, como 
propôs bell hooks. Lucinda traz à tona ainda o fato de que algumas mulheres 
hoje são mais desinibidas e sexualmente agressivas ao demostrar o apetite que 
têm pelo corpo dos homens.
Palavras-Chave: Poesia. Inversão de papéis de gênero. Corpo masculino. 
Objetivação do sexo masculino.
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ABSTRACT:
Traditional gender roles have been long reversed. The ascent of male beauty 
standards is underway. Thus, men and women’s attitudes towards male beauty 
have changed. More and more, women feel comfortable enough to express their 
(aesthetic) joy in gazing at men. A close analysis and critique of a wide range of 
empirical literature reveal many examples where male poets and novelists depict 
women’s bodies as objectified things. In Pau de Aurora, however, Brazilian poet 
Elisa Lucinda engages in a counter-discourse that seeks to reclaim her right to 
exert her poetic powers of objectification, typically found in male writers. Her 
aim is to amass as many objectified, desired men as she can see on a beach. 
Inspired by a sexual liberation approach whereby many women have assumed 
new roles and begun to view men as sex objects, and using a truly double 
entendre writing style with a flowing array of allusions, daring images, stunning 
wordplays and brazen descriptions, Lucinda incorporates a persona who is up 
to objectifying men’s bodies, taking pleasure in observing their penises and 
virility. She poetically suggests that the physical and psychological effects of 
objectification and lust is the same for men and women, but it is not necessarily 
negative. At times, it is as if the poet is trying to trade off the old-fashioned 
idea of penis envy for that of “penis passion” proposed by bell hooks. Lucinda’s 
exertion also exposes the fact that some women today are more disinhibited, 
sexually aggressive and up to show their appetite for the male body.
Keywords: Poetry. Gender role reversal. Male body. Male objectification.
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Sometimes traditional gender roles are reversed 
or given a twist. This can happen when men behave in 
ways that are largely associated with femininity, or the 
traditional male order is forced into the female arena, 
and the opposite is true as well. In Gender Reversals 
and Gender Cultures (1996), a collection of essays 
written from a broad mix of cross-cultural and cross-
historical perspectives on the issue, Sabrina P. Ramet 
documents the ubiquity of gender reversals from early 
Christianity to the present. Ramet’s volume looks at the 
complex relation of gender reversals to taboo in several 
religious and ritual activities from many different national 
perspectives. Since the beginning of recorded history, 
the topic of gender reversals has apparently occurred in 
all societies. Readers are thus exposed to written records 
of the glorious range of gender expression through 
reversals in philosophy, theatre, beliefs, mythology, 
rites and ceremony, varying from gender-crossing in 
early Christianity to salvation by gender modification 
in Hinduism and Buddhism. Not to mention eroticism, 
sexuality and gender reversal in Hungarian culture, 
actors’ gender, power and spectacle in late-imperial 
Chinese Theatre, sacred genders in Siberia, and gender 
variance in North American indigenous cultures, among 
others. Overall, Ramet has drawn together an exceptional 
collection of scholarly papers that truly turn the two-sex, 
two-gender mind set into triviality.
With more and more women struggling to attain 
social and political equality from the end of the nineteenth 
century on, paired with the rise of the consumer culture 
in post-World War II US society, gender role reversals 
have paved the way for females to break through the 
glass ceiling and change history. With consumption 
and new contraceptive methods, the body has become 
a site of celebration and satisfaction. Above all, the 
search for self-expression and sexual pleasure have 
become prevalent and widespread. At this moment in 
time, Western consumer culture allows for the brazen 
exhibition of the human body. Body culture and sexual 
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objectification have become ordinary over the years. The 
closer one’s body gets to an idealized image of beauty, 
youthfulness, healthiness, fitness et cetera, the better. 
Contrary to the 19th-century Victorian fashion, in which 
garments were designed to conceal the body and women 
had to be squeezed into corsets, present-day clothing is 
deliberately designed to be provocative, to glorify the 
“natural” human physique, applying to it loose fittings 
and radical bold colours in order to reflect the emphasis 
for desirability of both male and female bodies. And 
if in the Middle Ages people saw the naked body as a 
source of sin and shame—and sex was supposed to take 
place in the dark only—the body is today an aesthetic 
promise of glamour and joy, a secular fountain of mirth 
which is increasingly displayed both inside and outside 
the bedchamber. Additionally, the cultural popularity 
of outdoor lifestyle and the vigorous advertising of 
warm climate destinations have made leisure garments 
more acceptable, and, in this fashion, the showing off 
certain body parts. In brief, the more a body is closer to 
perfection—namely, standard of beauty—the more it is 
desirable, and the higher is its exchange value.
The spending upward of hundreds, millions a year on 
looking good is no longer the province of the female half 
of the species. The ascent of male beauty standards is 
underway. As Susan Bordo has argued in The Male Body 
(1999), once Calvin Klein embraced the seductive power 
of the gay aesthetic, things changed. And Lynne Luciano, 
trying to account for the rise of nose jobs, surgery-altered 
chins, steroids, fat-injected penises and bulimia among 
men in the United States, has delved into four realms 
of male narcissism: bodybuilding, hair, cosmetic surgery 
and sexual dysfunction. She has therefore discerned that
Millions of American men have been transformed into 
body-conscious consumers of revealing fashions, seduc-
tive perfumes, and the services of hairstylists, personal 
trainers, and plastic surgeons. Due credit for this trans-
formation must be given to advertisers, marketers, and 
self-esteem gurus, who have sold men—and all of us—a 
message of self-transfiguration through self-commodifi-
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cation. The traditional image of women as sexual objects 
has simply been expanded: everyone has become an ob-
ject to be seen. (LUCIANO, 2001, p. 14)
As a matter of fact, today it is common to find posters 
of naked and semi-naked young men tailored made for 
women and girls who will pin them up on a wall for their 
delight. Even sex work industry—once the world’s oldest 
profession for women—has seen an increasing number 
of male prostitutes pouring in. Thus, men and women’s 
attitudes towards male beauty have changed.
When discussing the ideals of beauty and attractiveness 
as deeply gendered, Michael Kimmel used Luciano’s 
contention that “the traditional image of women as sexual 
objects has simply expanded: everyone has become an 
object to be seen” in order to devise these rhetorical 
questions: “seen by whom? Whom do we imagine seeing 
us in our newly reconstructed state?” (KIMMEL, 2004, p. 
345). He ventures a theory of his own:
For women, the answer is usually men. Women’s be-
auty—thinness, breast size, attractiveness—is valuable 
currency in the sexual marketplace, and given gender 
inequality, women have traded on their physical appea-
rance to attract a mate…
For men, though, the answer is men. Men also are the 
object of the “male gaze” and feel a need to look big, 
strong, and virile in front of other men. Take one extre-
me example of this—penile enlargement surgery. (KIM-
MEL 2004, p. 345)
Needless to say, Kimmel’s explanation falls short of 
adequately accounting for the fact that most women also 
enjoy gazing at men. And if such men come with a penile 
enlargement, better still. Of course, due to various and 
sundry facets of taboo, shame, blame or mere social 
coercion, many women still do not feel comfortable 
enough to express their discrete reactions publicly.
But, as the saying goes, the landscape is changing…
A close analysis and critique of a wide range of 
empirical literature reveal many examples where male 
poets and novelists depict women’s bodies as objectified 
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and evaluated things. In Pau de Aurora, however, poet 
Elisa Lucinda engages in a counter-discourse that 
seeks to reclaim her right to exert her poetic powers of 
objectification, typically found in male writers. Her aim 
is to amass as many objectified, desired men as she can 
see on a beach. Using a truly double entendre writing 
style, with a flowing array of allusions, daring images, 
stunning wordplays and brazen descriptions, Lucinda 
incorporates a persona who is up to objectifying men’s 
bodies and takes pleasure in observing their penises and 
virility. Despite being relatively long, it is worth quoting 
at length her role reversal poem:
Olho na praia os homens e seus paus
os homens bons
os homens maus...
Meus Adãos...!
5    Olho-os todos
meus olhos pincelam seu real
seu genital
seu principal
suas surpresas
10   Os ricos 
Os pobres
Os moles
Os duros
Os puros
15   Os palhas
os nobres e os canalhas.
Varas de condão
meu irmão, meu tesão
sua boba mão
20   sua corcunda
seu porte belo
seu amor sincero
sua mão na bunda
Ah, alegria vindoura
25   Meu sacro-saco
Travesseiro morno, manjedoura.
Meus olhos namoram os homens
pisando pés na areia
banhando-se
30   exibindo-se
se encervejando todos.
Os príncipes
os sérios
os sábios
35   os malucos 
os síncopes
os sãos
os eunucos.
Olho na praia os homens e seus paus
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40   suas charlas
suas cantadas
suas caras
de pau.
Barbas crescendo
45   barbas feitas
barbas mal escanhoadas
barbas caprichadas
barbas bem-feitas.
Escuto os homens com suas másculas fofocas:
50   os patrões, os empregados
as aulas, as produções
o time bárbaro
o gol que deveria ter sido
o amigo enrustido
55   aquela que comi
aquela que não quis me dar
o pai herói.
Não dói.
Gozo de ver na praia os homens e seus paus
60   as olhadas
as investidas
as brochadas
os tamanhos
as disputas, os enchimentos
65   a tática. 
Ah meus amores, não importa
o tamanho da varinha de condão
importa é a mágica!
Ah meu querido, meu gato
70   eu nem vou discutir 
porque eu não tenho saco.
Elisa Lucinda, Pau de Aurora
Inspired by a sexual liberation approach whereby 
many women have assumed new roles and begun to view 
men as sex objects, Lucinda poetically suggests that the 
physical and psychological effects of objectification and 
lust is the same for men and women, and that it does 
not necessarily lead to negative, threatened body image 
among men. Incorporating a sort of dominatrix persona, 
she erotically and pornographically fetishizes all men 
under the dominion of her poetic sight, emphasising 
that their sex and genitals appeal to her, regardless of 
their age, skin colour, body type, character, origin, social 
condition, and so forth. At times, it is as if the poet is 
trying to trade off the old-fashioned idea of penis envy for 
that of “penis passion” proposed by bell hooks (1999:66-
9). Lucinda, indeed, maintains in her poetic endeavour a 
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close dialogue with hooks’ text.
hooks (1999) argues that “when women and men 
can celebrate the beauty and power of the phallus in 
ways that do not uphold male domination, our erotic 
lives are enhanced.” She also claims that “females living 
in the new culture of freedom that feminism and sexual 
liberation produced would from the start approach the 
penis without fear.” This is also what thinks another 
Brazilian poet who wrote,
Adoro pau mole
porque tocar um pressupõe a existência de uma intimi-
dade e uma liberdade
que eu prezo e quero, sempre.
...
Um pau mole é uma promessa de felicidade sussurrada 
baixinho ao pé do ouvido.
Maria Rezende, Pau Mole
and Lucinda would strongly agree with both. What 
these poets and critic propose thus is that by adopting an 
affirmative, fearless, enjoyable vernacular around male 
body and genitalia they can radically improve or at least 
provide a fresh perspective on gender relationship (be 
it romantic, platonic or erotic). Lucinda is revealing that 
women are not necessarily conditioned to think of male 
bodies and attitudes as sordid, unsexy or threatening. 
She is expressing how they are equally alluring and 
desirable in the same way most men look at women (lines 
6-8, 18, 27, 59). She even commends them for daring 
to be exhibitionists (lines 28-31) and bold (lines 19, 23, 
40-3, 60-1). A memory evoked by hooks (1999)—“[a]s 
a small girl I thought of the penis as a magic wand”—is 
recovered by Lucinda’s imagination: Ah meus amores, 
não importa/ o tamanho da varinha de condão/ importa 
é a mágica!
Lucinda’s exertion also exposes the fact that some 
women today are more disinhibited, sexually aggressive 
and up to show their appetite for the male body. 
Rejecting male-dominated sexual objectification does 
not essentially imply that we lower our expectations on 
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sexual desire. Those who do not recognise that, and 
try to dispel desire, are deceiving themselves. The poet 
makes it sound natural that a woman can look at and 
drool over their prospective male partners’ penises on a 
beach. Man, once the sexual predator, has now become 
the prey.
Also, considering the African and Latin-American 
experience with the dualist division of colonizers/
colonized from the conquistadors’ gaze, Lucinda’s effort 
is closely associated with the decolonization of the mind 
pursued by many 20th-century artists, intellectuals and 
counterculture activists. Those who found themselves 
rewriting the texts (and subtexts) left behind by the 
colonisers in order to recover their own gaze and thus 
become independent subjects. I am thinking of Ngũgĩ 
wa Thiong’o, Chinua Achebe, Emiliano Di Cavalcanti, 
Rubén Darío, Anita Malfatti, Mário de Andrade, Frantz 
Fanon, Angela Davis, among others. The gesture found in 
Lucinda’s poem aims to decolonize the female approach 
to bodily experience through the rewriting of topics 
imbedded in the battlefield of male-dominated narratives 
and macho culture.
Poet Elisa Lucinda was born in 1958 in the state 
of Espírito Santos, and has been engaged in theatre, 
journalism, singing and poetry writing—surely one of the 
most expressive voices of Brazil’s contemporary poetry.1 
Willing to pursue a career in acting, Lucinda moved to 
Rio de Janeiro in her late twenties and appeared in some 
plays. She was casted in Sérgio Bianchi’s The Secret 
Cause, a drama film about members of a theatre company 
who are researching a project on pain and personal 
violence. The actor-turned-writer has earlier featured 
in some TV soap operas. Her first television work was 
in Kananga do Japão in 1989, a soap broadcasted by 
the former Brazilian television network Rede Manchete. 
In some inspired theatrical performances, she usually 
1 The biographical and bibliographical notes in this essay are largely based on 
Lucinda 2002, 2004, 2006 and 2009.
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enhances audience’s cultural and artistic experiences by 
reading some of her poems. The energy of her recitals is 
also available on CD, in a recorded selection of her best 
poems. The poet is the founder of Casa-Poema, a social 
and educational institution intended to enhance workers’ 
professional skills, self-expression and social conscience 
through spoken poetry. Lucinda has also entered into a 
partnership with the International Labour Organization 
to run a project on teaching performance-based poetry 
to security professionals in order to align their activity 
with human rights principles.
Lucinda’s poetry also attempts to represent and 
reconstruct the feminine self through a description of 
the female body and sexuality that seeks all together 
to subvert the cultural and historical representations of 
gender relations. With women being the default sexual 
objects in society, her initiative is in stark contrast to how 
the majority of women’s bodies are presented—as sexy, 
aspirational and passive (see poems such as Aviso da Lua 
que Menstrua, Mulata Exportação, Chupetas, Punhetas 
e Guitarras and Cor-respondência). Lucinda’s approach 
to embodiment is an effort to overcome sexist double 
standard and to celebrate the beauty of male and female 
sexuality as beneficial to both sexes. She helps filling a 
quiet vacuum in which female sexual objectification of 
men is almost non-existent, especially in literature. The 
ordinary rule is that when someone says “sexy” there is 
an implicit understanding that that means “female”.
The fact that the female body has long been idealized, 
objectified and fetishized in arts and consumer culture 
is no mystery. Nor is it necessary to access, even for 
a brief search of evidence, the incredible amount of 
sexually suggestive advertisements, songs, books, 
videos, films, pin-up calendars, men’s magazines, strip 
shows et cetera. However, the notion of objectification 
(or reification) is not that much old. It emerged with 
the feminist consciousness-raising groups and women’s 
liberation movement of the late 1960s and 1970s. That 
concern first became publicly noticed on 7 September 
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1968, when as many as 400 radical feminists labelled 
“bra-burners” converged on Atlantic City, New Jersey, 
to protest “the Degrading Mindless-Boob-Girlie Symbol” 
created by the Miss America pageant (DOW 2003; 
KURLANSKY 2005; KREYDATUS 2008).
Though the politicised rendering of the term is 
relatively recent, the objectification of women is certainly 
as old as the hills. Historically, men are the acting subjects 
who overpower and objectify women. Women are 
presented as male property, valued not for their character 
but for their beauty, sexuality and youth. Many laws in 
ancient societies proscribed adultery, since it could be a 
major source of division and complication for inheritance 
laws that were based on male descent. Among the sex 
crimes described in the Old Testament, often punishable 
by death, adultery is a property crime. Once married, 
a woman automatically became the property of her 
husband, not the other way round. At present, however, 
the objectification of the body has apparently moved to 
the ever-quickening cycles of fashion, consumption and 
stylistic fads. In today’s society, consumerism reinforces 
hyper-sexualized products and advertisements in which 
both male and female bodies are treated as objects for 
everyone’s pleasure and enjoyment. Such trend is now 
being reflected in artwork.
Laura Mulvey, a feminist critic whose influential 
1975 essay Visual Pleasure and Narrative Cinema closely 
examined the patriarchal structures institutionalized in 
film and cinema, gave a powerful psychoanalytic reading 
of the film industry’s gaze and the way the spectator 
(the male ego) was positioned in front of a movie. While 
men (spectators) are the bearer of the look—encouraged 
to identify themselves with the three-dimensional male 
star who acts, conquers and produces meaning—women, 
conversely, are constituted as image—the looked-at 
(spectacle)—and represented through camera pans that 
disrupt or halt the action by focusing on certain body 
parts. The article’s main thesis takes on a multi-layered 
nature of discussion: in “dominant” narrative cinema, 
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both the male spectators and male characters objectify 
the female stars/characters. Mulvey’s caveat was that an 
active/passive heterosexual division of labour controlled 
this narrative structure, and consequently gaze could not 
be turned inward. It appeared therefore untenable to 
believe that a male could be positioned as erotic spectacle 
(the to-be-looked-at or passive object of the gaze). She 
spends little time on exploring these circumstances and 
essentials, but confidently observes that: “According to 
the principles of the ruling ideology and the psychical 
structures that back it up, the male figure cannot bear 
the burden of sexual objectification. Man is reluctant to 
gaze at his exhibitionist like” (MULVEY, 1975, p. 12).
Though the observation is cogent, the inference that 
male erotic objectification is burdensome (and does not 
happen due to male-to-male gazing reluctance on the 
part of the spectator) is much less so. Lucinda shows, 
in her poem, that time has come to reverse the gaze. 
And resentment is a real non-sequitur here, as the 
poet is pouring out all her pleasures to the verses. But 
what exactly is objectification? Is it merely the act of 
representing or treating a person as an object, a non-
thinking thing that can be used at one’s sole discretion? 
Generally portrayed as a bizarre deviation deeply rooted 
in our cultural subconscious, sexual objectification is 
therefore a malaise that has to be eradicated if we want 
to live in a truly happy, sex-healthy society. Is it really 
so? It seems that an objectification thesis based on such 
assumptions may be too much simplistic.
In a recent article for The New York Times, Paul 
Bloom, a professor of psychology and cognitive science 
at Yale, commented on two of his studies in which 
participants observing erotic pictures and administering 
electric shocks, thought of unclothed people as enhanced 
experiencers, capable of stronger feelings and having 
greater emotional responses. The participants even 
applied milder shocks to those who were partially naked 
versus fully dressed—apparently because the flash of 
skin makes us more sensitive to others as experiencing 
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beings, which confirms the “corporeal nature of many 
of our moral feelings” (BLOOM 2013). For Bloom, it is 
not exactly true that female porn stars, for instance, 
are thought of as inanimate, unfeeling objects; if they 
were, they would then just be depicted as unconscious 
or unresponsive beings, as opposed to aroused and 
compliant. His findings show that part of the effect of 
nudity is morally positive: it is harder to see naked people 
as free agents; conversely, they seem to be regarded as 
being more able to have emotional experiences, which is 
essential to the practice of kind-heartedness and care. 
“The experience of other people’s bodies,” says Bloom, 
“can elicit empathy and compassion; it can also trigger 
disgust, fear and hatred. Our moral thoughts and actions 
are influenced, often unconsciously, by others’ smell, 
their race, their sex, their age, how much skin they are 
showing and much else” (Idem).
Admittedly, objectification most often can lead to 
negative psychological trends and malignant behaviour, 
and not by chance that has been a concern for feminism. 
The sexual objectification impulse embedded in the desire 
of men for women has long resulted in serious abuse and 
violence. Whether in public or private, women of many 
cultures feel ashamed to detail the crimes committed 
against them. They surely deserve a treatment that 
is more respectful and fair. However, a lustful gaze on 
the street cannot actually destroy the conscience and 
freedom of any woman, neither reduce her to a cheap 
piece of meat nor to an object of some jerk’s desire. 
To think otherwise would seem too harsh. A forward-
thinking, independent woman, who can stand toe-to-toe 
with any man on any circumstance, cannot be thought 
of as having less agency just because a stranger on the 
street ogled at her. To the same extent, males should 
stop feeling insecure, as though their masculinity is under 
threat, whenever a woman feels the desire to eroticise 
and gaze at their bodies.
Obviously, women and men do not constitute a 
monolith, and neither do the matters that they care about 
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or believe in. But denying that women take pleasure in 
admiring the male body is an assumption that can only 
be based on deep hypocrisy and self-righteousness—
an ideology built to assure conservative women with 
retrograde sexist views that their sexuality is ultimately 
too different than that of their male counterparts. Men 
have long used women to satisfy their obsession with 
sex in both real life and fiction. Lucinda’s proposal 
therefore points to a renewed feminist awakening. As 
women struggle for more gender equality in the 21st-
century era, progressing and assuming new roles and 
attitudes, one more role reversal is materialising: the 
sexualisation and objectification of the male body. An 
effort to break down the roadblocks of virulent animus 
against female expression of fleshly pleasures, for long 
seen as corrupt and sinful consequences of our fallen 
state. The penchant for women revealing more about 
men on the beach, and elsewhere, than what they would 
share only in private chats with their female friends, has 
now reached a completely new level with Pau de Aurora. 
If men are brought up to feel that, under the female 
gaze, their bodies are fine-looking and the expression of 
their sexuality is positive, that will be a good day. And if 
that makes them feel sexier, neither gazer nor gazed will 
be doomed.
Finally, it requires a little scepticism when looking at 
the elemental aspects of this debate. When women feel 
as much entitled to gaze at men as men do with women, 
and that they have the right to express their lust towards 
the male body or any other bodies, whether in public talk 
or in artistic form, rather than just trying to be the object 
of desire themselves, then they will have made one more 
shrewd, progressive move. Nevertheless, this step will 
not be a revolutionary one. Parity in sexual objectification 
does not suddenly lead to an equal society. But that will 
mean at least a small step towards a balance in how 
women view male sex, eroticism and love. After all, an 
erect penis is intrinsically connected to the heart.
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